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ABSTRACT 
 
The purpose of this project is to introduce selected songs by Charles Ives (1874-
1954) from a pedagogical perspective, analyzing the songs based on the identifiable 
technical and aesthetic challenges they present to the student and teacher of voice. I chose 
to focus on Ives’s songs because, in my experience as a vocal and opera instructor, I have 
noticed that works by American modernist and contemporary composers are not 
generally part of the standard repertoire taught to undergraduates in most voice studios. 
The literature available on Ives’s songs tends to focus on theoretical analysis and 
historical background, but not on pedagogy for undergraduates: in fact, there has never 
been an in-depth study of all of Ives’s songs from a pedagogical perspective (McAllister, 
2012). My goal is to offer pedagogical materials that can be a starting point for teachers 
and students of voice at the undergraduate level, to gain exposure to vocal works by 
Charles Ives. 
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INTRODUCTION 
 
For more than ten years I have taught applied voice, opera, vocal literature and 
vocal pedagogy at various universities in central and western Illinois. In my experience, 
works by American modernist and contemporary composers are not generally part of the 
standard repertoire taught to undergraduates in most voice studios. The purpose of this 
project is to introduce selected songs by Charles Ives (1874-1954) from a pedagogical 
perspective, analyzing the songs based on the identifiable technical and aesthetic 
challenges they present to the student and teacher of voice.   
My goal is to offer pedagogical materials that can be a starting point for teachers 
and students of voice at the undergraduate level, to gain exposure to vocal works by 
Charles Ives. His songs are not widely performed by undergraduate voice majors.1 It may 
be argued that the reason behind this is the perception of the composer’s work as 
complicated and solely modernist. The literature available on Ives’s songs tends to focus 
on theoretical analysis and historical background, and in fact there has never been an in-
depth study of all of Ives’s songs from a pedagogical perspective.2  
Charles Ives himself may be responsible at least partially for the general 
perception of his songs as being too difficult or not appropriate for students. In the 
preface to his 114 Songs, he wrote,  
Nos. 28, 53, 85, 86, 87, 89, 90, 96, have little or no musical value—(a 
statement which does not mean to imply that the others have any too much 
                                                 
 
1 Adam McAllister, “The Vocal Music of Charles Ives the Connections between History, Style, and Performance 
Technique,” (MM Thesis, Radford University, 2012). In this thesis five songs are examined from a pedagogical 
standpoint. 
2 Ibid. 
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of it). These are inserted principally because in the writer’s opinion they are 
good illustrations of types of songs, the fewer of which are composed, 
published, sold or sung, the better it is for the progress of music generally. It 
is asked—(probably a superfluous request)—that they be not sung, at least 
in public, or given to students except as examples of what not to sing.3  
 
Ives may well have been engaging in hyperbole, since he believed in these songs enough 
to publish them at his own expense. Regardless, it is my intention to refute the statement 
above and to demonstrate that there are plenty of art songs by Ives that have a place in the 
undergraduate voice studio. 
I provide a list of selected songs for use in a four-year university level 
undergraduate applied voice course comparable to those of the University of Illinois at 
Urbana-Champaign, Millikin University, and Western Illinois University, as I knew them 
during my graduate studies or employment at each program since 2006.  The list is 
accompanied by descriptive analysis of the writing—for example, the vocal line’s shape, 
range and tessitura of the song, the meter types, rhythms patterns, difficult tonalities, etc. 
Also included in this document are any musical borrowing and quotations that are present 
in the songs, as already identified and studied by authors such as J. Peter Burkholder, 
Clayton Henderson, and James Sinclair. The information above is meant to “demystify” 
the approach of studying, learning and performing songs by composers such as Charles 
Ives for young singers. I hope I am able to offer practical suggestions to make 
contemporary American repertoire more attractive to our students and teachers of singing 
at the undergraduate level.  
                                                 
 
3 Charles Ives, 114 Songs (New York: Associated Music Publishers, Peer International Corporation, 1975). 
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As suggested above, there is a considerable amount of published writing on the 
life and works of Charles Edward Ives. Principal references may be found in the 
composer’s entry in the Grove Music Online,4 authored by J. Peter Burkholder (with 
contributions by James B. Sinclair and Gayle Sherwood Magee), and in Gayle Sherwood 
Magee’s Charles Ives: A Research and Information Guide.5  
The primary source for my project is Ives’s own 114 Songs,6 a collection for 
voice and piano of 259 pages that also provides his interesting and insightful notes, 
including his commentary regarding the source for specific texts, as well as his own 
“review” of selected works, and a short essay on his motivation for publishing the 
volume, in which he also seems to suggest “how” to approach the songs.  
To help me understand a more contemporary view of the composer’s life and 
work, I consulted Gayle Sherwood Magee’s Charles Ives: Reconsidered,7 in which “a 
number of critical assumptions about the life and works of Ives are examined, within a 
historical, social, cultural, and musical scope.”8 The author also offers, “a large-scale 
rethinking of Ives’s musical development based on the controversial revised chronology 
of his music.”9  
                                                 
 
4 J. Peter Burkholder, et al., “Ives, Charles” in Grove Music Online (Oxford Music Online. Oxford University Press. 
Web, accessed Feb/20, 2013, http://www.oxfordmusiconline.com/subscriber/article/grove/music/14000). 
5 Gayle Sherwood Magee, Charles Ives: A Research and Information Guide. 2nd Edition. (Florence, KY: Routledge, 
2010). 
6 Ives, 114 Songs. 
7 Gayle Sherwood Magee, Charles Ives: Reconsidered (Urbana. University of Illinois Press, 2008). 
8 Ibid.  
9 Magee, Charles Ives: Reconsidered. 
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A master’s thesis, “The Vocal Music of Charles Ives: The Connections Between 
History, Style, and Performance Technique”10 by Adam McAllister served as a starting 
point to analyze the composer’s songs. McAllister surveys the most used vocal music 
anthologies for undergraduate study, assessing the demand for Ives’s songs, then 
examines five Ives’s songs (“A Christmas Carol,” “At the River,” “Serenity,” “Charlie 
Rutlage,” and “General William Booth Enters Into Heaven”) in terms of style, 
compositional technique, and overall interpretive and technical demand. 
Another research paper that I considered while working on this project is, “Art 
Songs of Charles Ives Accessible to Beginning Singers”11 by Kathleen Ruhleder. The 
author tackles perceived technical issues with learning and performing twentieth-century 
music, specifically with art songs. She reminds us that many of the songs by Ives contain 
borrowed material from simpler melodies, such as hymn tunes. Dr. Ruhleder suggests 
that, by identifying and exposing beginning singers to such tunes, “Ives’s art songs can 
become more accessible to less-experienced singers.”12 
I consulted two sources for specific criteria to assess overall level of difficulty for 
the songs I include in this project: the Skills Level Assessment, designed by Hadi 
Gibbons,13 and “The New American Song: A Catalog of Published Songs by 25 Living 
                                                 
 
10 McAllister, “The Vocal Music of Charles Ives.” 
11 Kathleen Ruhleder, “Art Songs of Charles Ives Accessible to Beginning Singers” (DMA Research Paper; Arizona 
State University, 2012.) 
12 Ibid. 
13 During my time teaching at Millikin University we used Skills Assessment Examination to help establishing a 
“baseline” of skills expected from all voice students. The three-part series was designed by Dr. Hadi Gibbons, former 
Chair of Keyboard and Vocal Studies at MU, and it was required from every student during the first 3 semesters of 
applied voice study (freshman year, and first semester of sophomore year). Students would not be allowed to register 
for junior-year applied voice until they got a passing grade. The goal was to encourage the application of the skills 
learned in theory-, ear training-, and class piano courses. The student would gain practical strategies to use in their 
work in the practice room. 
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American Composers,” by Sarah Elizabeth Snydacker.14 In her PhD thesis, Snydacker 
aims to give exposure “to a significant amount of contemporary literature that is currently 
unknown and/or underused by many singers and voice teachers today.”15 The catalog 
includes only songs that have been published and that may be accessible for the general 
public and found in college libraries. Snydacker provides brief biographical information 
for each composer, followed by descriptive analyses of each song in which she 
categorizes the song by level of difficulty, “based upon criterion for vocal study at the 
collegiate level.”16 Annotations for each song in the catalogue include: “title, poet, 
publisher and date, dedication, vocal range, tessitura, recommended voice type, level of 
difficulty of the vocal and piano accompaniment, possible uses, brief musical and textual 
description,”17 etc. 
Clayton W. Henderson’s The Charles Ives Tunebook18 served as a reference to 
complement the list of songs with information about the type and source of musical 
borrowing. The author presents a catalog of Ives’s borrowed sources, more than two 
hundred and fifty melodies, texts, and titles, and provides musical examples of their 
incorporation into his music in order to better understand his work. Among many, 
Henderson uses four sources for his second edition of the Tunebook: his own original 
                                                 
 
14 Sarah Elizabeth Snydacker, “The New American Song: A Catalog of Published Songs by 25 Living American 
Composers,” PhD Thesis (The University of Iowa, 2011). 
15 Ibid.  
16 Ibid.  
17 Ibid. 
18 Henderson, The Charles Ives Tunebook. 
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edition of The Charles Ives Tunebook, Kirkpatrick’s Catalogue, All Made of Tunes by 
Burkholder, and Sinclair’s A Descriptive Catalogue of the Music of Charles Ives.19 
I have used Carol Kimball’s Song: A Guide to Art Song Style and Literature20 as a 
model to draft descriptive stylistic analysis of the songs I present on this document. 
Kimball’s book is a familiar resource in vocal literature courses at the schools in which I 
have studied and taught. The author discusses the art song genre and its—admittedly, 
very broad--components of style: melody, harmony, rhythm, accompaniment, poets/texts, 
etc. In addition to providing models for stylistic analysis of individual songs and 
composers, the author offers a survey of fairly standard art song vocal literature by well- 
and lesser known composers from Germany, France, United States, United Kingdom, 
Italy, Russia, Scandinavia, Spain, South America, and Eastern Europe.  
Other secondary sources I consulted are J. Peter Burkholder’s “Ives Today” in the 
edited collection Ives Studies;21 articles on Ives’s songs by H. Wiley Hitchcock;22 and 
Vivian Perlis’s oral history of Ives, Charles Ives Remembered.23  
 
 
  
                                                 
 
19 Henderson, The Charles Ives Tunebook, 1. 
20 Carol Kimball, Song: A Guide to Art Song Style and Literature (revised edition), (Milwaukee: Hal Leonard 
Corporation, 2006).  
21 J. Peter Burkholder, “Ives Today,” in Ives Studies, ed. Philip Lambert (Cambridge: Cambridge University Press, 
2006), 263-90. 
22 H. W. Hitchcock, ““A Grand and Glorious Noise!”: Charles Ives as Lyricist,” American Music 15, no. 1. (1997): 26-
44; and Hugh Wiley Hitchcock, “Ives's “114 [+15] Songs” and What He Thought of them,” Journal of the American 
Musicological Society 52, no. 1 (1999): 97-144. 
23 Vivian Perlis, Charles Ives Remembered: An Oral History (New Haven: Yale University Press, 1974). 
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CHAPTER 1: INTRODUCTION TO CHARLES IVES AND HIS SONGS 
 
Charles Edward Ives is considered one of the principal figures in the world of 
classical music during the early 20th century, according to the biographical article in 
Grove Music Online.24 He was born in Danbury, Connecticut to Mary (“Mollie”) 
Elizabeth Parmalee (1850-1929) and George E. Ives (1845-94), himself a formally 
trained musician. Having being exposed to a variety of music during his childhood -- 
from band music to Stephen Foster songs, and to hymn tunes – Ives studied music theory, 
piano and organ from an early age, and became well acquainted with three kinds of 
musical “genres”: American traditional music such as war tunes, popular and parlor 
songs; church music including Protestant hymn tunes, and organ music; and art music 
from the European or “classical” tradition.25  
Ives began studies at Yale University in 1894, studying with Horatio Parker 
(1863-1919), though “he may not have intended to make music his career.”26 It was 
during this period that Ives was exposed to and mastered the styles of German Lieder and 
French mélodie, as it can be appreciated in his 4 German Songs, and in his 4 French 
Songs.27 His choices of poetry, and his musical settings (both for the voice and the piano 
accompaniment) in some ways, resemble those of Schumann, and Brahms; or Fauré, and 
Poulenc. On this regard and as a footnote to “Ich Grolle Nicht,” Ives writes, 
                                                 
 
24Burkholder, et al., “Ives, Charles” in Grove Music Online. The following biographical sketch is summarized based 
on this entry. 
25Ibid. 
26 Ibid.  
27 See “Weil’ auf mir,” “The Old Mother,” “In Summerfields,” and “Ich Grolle Nicht” in Ives, 114 Songs, 180-192; 
and “Qu’il m’irait bien,” “Elégie,” “Chanson de Florian,” and “Rosamunde” in Ives, 114 Songs, 168-179.  
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The writer has been severely criticized for attempting to put music to texts 
of songs, which are masterpieces of great composers. The song above and 
some of the others, were written primarily as studies. It should be 
unnecessary to say that they were not composed in the spirit of competition; 
neither Schumann, Brahms or Franz will be the one to suffer by a 
comparison,-another unnecessary statement. Moreover, they would probably 
be the last to claim a monopoly of anything-especially the right of man to 
the pleasure of trying to express in music whatever he wants to. These songs 
are inserted not so much in spite of this criticism as because of it.28 
 
Once he graduated from Yale in 1898, Ives adventured into New York, where he 
lived for ten years. Although he did not “quit” music, he became an employee of Mutual 
Insurance Company. At the same time, he served as a choirmaster and organist in 
churches in the East coast (New Jersey, and New York), while he continued to broaden 
his compositional horizons into more experimental techniques. Following the premiere of 
his The Celestial Country in 1902, and “average” reviews from the press, Ives left his 
positions as an organist and abandoned much of the church music scene.29 
It is not surprising that many of Ives’s songs contain borrowings from hymns. Not 
only was Ives very familiar with the church literature of the day, but also, he had the 
ability to improvise at the organ. These two traits, in addition to his childhood education 
and formal training at Yale, allowed for a very unusual and experimental musical style, as 
heard in four songs that he identified as being based on hymn tunes: “Watchman,” “At 
the River,” “His Exaltation,” and “The Camp-Meeting.”30  
                                                 
 
28 Ives, 114 Songs, 192. 
29 See Henderson, The Charles Ives Tunebook, 262. Henderson lists Horatio Parker’s Hora novissima as a “model for 
The Celestial Country; 1898-99, with revisions through 1901.” See Burkholder, et al., “Ives, Charles” in Grove Music 
Online.  
30 See “Watchman!,” “At the River,” “His Exaltation,” and “The Camp-Meeting” in Ives, 114 Songs, 93-102. 
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Ives’s career and music have been the subjects of controversy and 
misconceptions, since he was not seen as a “professional” composer during the time in 
which he was more active. He worked in the insurance field for decades, while 
composing when the opportunity arose, and his works were seldom performed during this 
time. According to Burkholder et al., certain of his works were “highly complex,” 
incorporating  “diverse musical styles, and [making] frequent use of musical 
borrowing.”31 Given that Ives’s compositional style was not clearly identifiable with that 
of any other of his contemporaries, some have concluded that his music must be 
explained through programmatic schemes. Another piece of this “misconception puzzle” 
of Ives’s musical style is the controversy surrounding the chronology of his works. 
The compositional span from 1908-18 has been described as Ives’s “modernist 
nationalistic” period.32 His Quartet no. 1, Symphony no. 2, and Symphony no. 3, most 
movements of the four Violin Sonatas and the Piano Sonata no. 1 (among several other 
works) were conceived, revisited and/or revised during this period. Ives continued to 
capture American life through his music. His works challenge tonality and traditional 
compositional techniques with vaguely tonal (even atonal) and experimental musical 
language. Ives combines original melodies with direct quotation (or borrowing) to 
highlight programmatic ideas, tainted with nostalgia, and memories from his past.33 In 
1925 Ives wrote, “why tonality as such should be thrown out for good, I can’t see. Why it 
should be always present, I can’t see. It depends, it seems to me, a good deal—as clothes 
                                                 
 
31 Ibid.  
32 Magee, Charles Ives Reconsidered. 
33 Burkholder, et al., “Ives, Charles” in Grove Music Online.  
 
 
 
 
 10 
depend on the thermometer—on what one is trying to do.”34 He chose his compositional 
tools to fit his expressive and programmatic intentions, with very little regard for what 
“rules” he may have been “breaking.”  
Ives’s 114 Songs was first printed in 1922 (privately), after spending three years 
collecting most of his songs (new songs, songs adaptions, and new song arrangements 
from previously composed works). This collection now represented “the diversity of 
Ives’s output, from the vast clusters that open ‘Majority’ and the quartal chords and 
whole-tone melody of ‘The Cage’ to his German Lieder and parlor songs from the 1890s. 
The late songs include a new style for Ives: more restrained, simpler, and with less over 
quotation, although still often dissonant and full of contrasts used to delineate phrases and 
highlight the text.”35 
 
1.1 SONG CATEGORIES 
In the article on Charles Ives in Grove Music Online,36 the authors credit the 
composer with having dominated “three musical traditions: American vernacular, 
Protestant church music, and European classical music.”37 His songs might very well be 
categorized within those three major groups of musical style or sub-genre, based on the 
categories outlined in Burkholder et al.’s article in Grove Music Online. 
 
                                                 
 
34 Ibid.  
35 Ibid.  
36 Ibid.  
37 Ibid. 
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American Vernacular 
Songs in this category include, “patriotic songs, military music, and popular 
songs.”38 Texts are often attributed to Harmony Twitchell or Ives’s himself. Furthermore, 
songs in this group include borrowing from popular war tunes at the time, such as “The 
Battle Cry of Freedom” (see “In Flanders Fields,” and “He is There!”), “Dixie’s Land,” 
“Yankee Doodle,” “Street beat” (found in “The Circus Band,” and in “In Flanders 
Fields”), and “The Star Spangled Banner” (see “He is There!”). The songs grouped into 5 
Street Songs and Pieces seem to be of personal nature to the composer, as suggested in 
the commentary about the involvement of his adoptive daughter, Edith, in the conception 
of “Down East.”39   
114 Songs GROUPING SONGS 
Cowboy Songs, (pp. 19-22) “Charlie Rutlage” 
3 Songs of the War, (pp. 104-114) “In Flanders Fields,” “He is There!,” “Tom Sails Away” 
5 Street Songs and Pieces, (pp. 115-130) “In the Alley,” “A Son of a Gambolier,” “Down East,” “The Circus Band” 
 
Protestant Church Music 
Conception of these songs occurred mostly after Ives graduated from Yale, when 
he “sought to consolidate his training as a composer of church music and art music in the 
Parker mold.”40 It was during this time that he composed his seven-movement cantata, 
The Celestial Country. Many of the songs in this category contain borrowing from well-
                                                 
 
38 Henderson, The Charles Ives Tunebook. 
39 Sinclair, Catalogue of Music Ives, 366-367. 
40 Burkholder, et al., “Ives, Charles” in Grove Music Online.  
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known hymns. A good example is “At the River,” for which the composer took the tune 
for “The Beautiful River” and then adapted from his Sonata No. 4 for Violin and Piano 
(mostly heard in the piano accompaniment), resulting in an impressive combination of 
popular  and familiar hymn tunes, and Ives’s experimental approaches.  
114 Songs GROUPING SONGS 
4 Songs Based on Hymntune Themes, 
(pp. 93-102) 
“Watchman!,” “At the River, “His 
Exaltation,” “The Camp-Meeting” 
From a Cantata, (pp. 224-233) “Naught that Country,” “Forward into Light” 
 
European Classical Music 
Songs in this group feature texts and forms of European origin and musical style, 
e.g. the songs included in From Early Italian Poets are all settings from Folgore da San 
Gimignano’s Twelve Sonnets “Of the Months,” as translated by the English poet and 
painter Dante Gabriel Rossetti. We find a mix of foreign text translations (“Dreams,” 
“Kären,” “Marie,” e.g.) and the texts of the authorship of the Ives’s (“The World’s 
Highway,” e.g.) in 8 Sentimental Ballads. Many of Ives’s songs with foreign language 
texts are modeled after composers such as Johannes Brahms (“Feldeinsamkeit”/”In 
Summer Fields,” and “Wie Melodien zieht es mir”), Robert Franz (“Widmung,”and 
“Marie”), Jules Massenet (“Élegie”), Franz Schubert (“Rosamunde,” and 
“Ilmenau”/”Over all the treetops”), and Robert Schumann (“Du bist wie eine Blume,” 
and “Ich grolle nicht”/”I’ll not complain”).41 
                                                 
 
41 See Henderson, The Charles Ives Tunebook, 261-262. 
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114 Songs GROUPING SONGS 
From Early Italian Poets, (pp. 78-84) “August,” “September,” “December” 
4 French Songs, (pp. 168-179) “Qu’il m’irait bien,” “Elégie,” “Chanson de Florian,” “Rosamunde” 
4 German Songs, (pp. 180-192) “Weil’ auf mir,” “The Old Mother,” “In Summerfields,” “Ich Grolle Nicht” 
8 Sentimental Ballads, (pp. 195-213) 
“Dreams,” “Omens and Oracles,” “An 
Old Flame,” “A Night Song,” “A Song-
For Anything,” “The World’s Highway,” 
“Kären,” “Marie” 
 
1.2 MUSICAL STYLE 
Public opinion did not seem to have an effect in Charles Ives deliberate 
“defiance” of the status quo. On the subject of the “accessibility and difficulty” of his 
songs he writes, 
Whether they are grateful to the voice in one way makes little difference, 
but when a song has to be sung, it has to be sung.  But with one or two 
exceptions there are no songs in my book of 114 Songs which I haven’t sung 
and couldn’t sing, especially when I was writing them. I will admit that, if I 
haven’t seen them for some time, as is the case with many of them, it takes a 
little practice and effort to get them back in the ears and mind. But there are 
but few of the songs that I can’t (after a few hours of renewing 
acquaintance) sing, although I don’t want to infer here that I’m a singer. I 
have a rough voice, but I can make a noise on the right note at the right time 
and on the right interval—and, in spite of the piano, get the song going 
somewhere. Any singer can do the same thing if he makes up his mind to do 
it, unless he is a congenital musical defective, or with about the same 
musical mentality that is sometimes the possession of famous operatic 
stars.42 
 
Here, Ives seems to be saying that with persistence it is possible to learn these songs, 
even if they seem difficult at first. 
                                                 
 
42 Ives and Kirkpatrick, Memos. 
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Looking back at my own experience with Ives’s songs prior to graduate study, I 
recognize that it was difficult for me to fully appreciate them. During the brief time I 
spent as a composition major as an undergraduate student, I was unable to “grasp” the 
style and musical language of anything that was composed beyond the “traditional” 
repertoire of the Western classical singing canon. This issue followed me as I became a 
voice major, thus I rarely studied or performed songs by modernist or experimental 
composers. I now understand that I was more afraid of failing at properly learning and 
performing this repertoire, mostly because I lacked the tools to do so. Unfortunately, I 
also encountered a lack of interest from most of my voice professors for introducing such 
repertoire into our work in the voice studio. As it is the case very often and if we are not 
careful, teachers tend to pass on not only what they have been taught, but also what they 
have not been taught. This is an issue I have noticed outside the applied voice studio, e.g. 
in some vocal literature courses, which most often represent the one opportunity for the 
average vocal performance student to learn about “obscure” or non-canonic art song 
literature. In what it seems to be one of the most popular books for vocal literature 
courses, Song: A Guide to Art Song and Literature,43 we find a brief but informative 
introduction to the songs of Charles Ives,   
Charles Ives was an American original, never compromising his musical 
convictions. He believed music needed to say something, and to that end, 
the idea, text, and music were inextricably linked. But he was so innovative, 
experimental, and far ahead of his time that his contemporaries were unable 
to accept or appreciate his music. He paid a heavy price for his musical 
philosophy; he was considered a musical eccentric and during the major part 
of this life suffered artistic and critical isolation from the musical 
                                                 
 
43 Based on my personal experience and knowledge of vocal literature courses taken or taught at the Conservatory of 
Music of Puerto Rico, the University of Illinois at Urbana-Champaign, Millikin University, and Western Illinois 
University. 
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establishment. His music was largely ignored or dismissed as “unplayable,” 
and Ives waited years for most of his works to be performed. When 
recognition finally came (he received a Pulitzer Prize for his Third 
Symphony in 1947), it was almost twenty years after he had completely 
stopped composing.44 
 
Unless the instructor of a vocal literature or applied voice course decides to expand and 
further explore the teaching of repertoire by composers like Ives, statements like the one 
above—as accurate as they may be— may become the only opinion of those who read 
them. It is important to offer more evidence for the students to create their own opinion, 
avoiding generalization and perpetuating what I would consider “incomplete” 
information that, in the case of Ives—may be based on his most controversial works 
alone.  
 Kimball also includes a “style sheet” for Charles Ives, which includes a range of 
qualities and specific details within each “component of style: melody, harmony, rhythm, 
accompaniment, and poets/texts.” (These are reproduced in Table 1, below.) The author 
calls this “a blue print of the composer’s overall song style.”45 Furthermore, and noting 
that each song written by a composer is somewhat different, Kimball encourages the 
reader to create a style sheet for every song studied. 46  
TABLE 1: STYLE SHEET FOR CHARLES IVES 
(Kimball, 2006, pp. 32-33) 
 
 
                                                 
 
44 Kimball, Song: A Guide to Art Song, 257. 
45 Ibid, 32-33. 
46 Ibid, 23. 
 
Melody Melodic Contour/ 
Phrase Shape 
• “key feeling” of melody changes quickly 
TABLE 1: STYLE SHEET FOR CHARLES IVES, Continued 
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Melody,  
continued 
Chromaticism • very chromatic vocal line 
Vocal 
Articulation 
• “speech-like” text setting 
• repeated, free notation (“non-metrical”), 
spoken passages (vocal lines imitate speech 
patterns) 
Text Painting • use of borrowing and quotation (associated 
with past memories and nostalgia; often from 
hymns, popular songs, academic songs, etc.) 
Harmony Harmony Texture • complex harmonic structures with dense 
textures in combination with simpler 
elements  
Dissonance vs. 
Consonance 
• free use of dissonance and “counterpoint” 
• highlighting of rhythm with tone clusters 
Key Scheme/ 
Modulations/ 
Cadences 
• experimental harmonic schemes, beyond 
traditional harmony  
• frequent use of modulations  
• frequent use of unresolved dissonances 
Rhythm Metric 
Organization 
• complex and irregular meters and rhythms 
• unusual use of accents, (off-beats and 
syncopation, e.g.)  
• metrical organization changes often 
• bar delineation and key signature often 
omitted 
Rhythmic 
Patterns 
• rhythmic patterns derived from each other 
(“additive rhythms”) 
Accompaniment Predominant 
Figures 
• accompaniment parts are often complex 
Use of Motive • if present, ostinato are found in the 
accompaniment 
Distinctive 
Dramatic Effects 
• unexpected effects from accompaniment are 
common 
Poets/Texts Choice of Texts • large and diverse selection of lyrics and 
lyricists/poets, including some by his wife 
Harmony Twitchell 
• Texts in English, German, French, Italian, as 
well as texts of his authorship 
Treatment of 
Prosody 
• text setting may be impacted by complex 
rhythms 
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1.3 SHEET MUSIC 
General access to art songs by twentieth- and twenty-first-century composers is 
often challenging. Teachers of applied voice and voice class at the undergraduate level 
frequently assign vocal literature included in compilations or song anthologies. These 
have many benefits especially for the student: it helps building a music library with 
varied or specialized repertoire; provides access to repertoire designed with a specific age 
group or voice type in mind; they are relatively affordable for the average undergraduate 
voice student because of their popularity; and very often, one can find them in the stacks 
at the music library. However, compilations and song anthologies may limit the teacher 
and the student of singing in some ways: if used for a long period of time, it may become 
the “standard” repertoire in the teacher’s applied voice studio, hindering the exposure to 
and performance of works outside of those in the anthology; and most importantly, 
compilations are bound to copyright laws of the original material, which may result in the 
inclusion of only those songs for which a licensing is possible or that are public domain 
at the time of the anthology’s publication.  
During an informal interview with Richard Walters, editor and arranger for Hal 
Leonard Corporation, he confirmed that the biggest issue publishers have to include 
repertoire by composers like Ives, is copyright and licensing.47 Some of the most popular 
compilations and song anthologies used at the schools in which I was a student or a 
teacher are published by Hal Leonard Corporation, namely the series Standard Vocal 
                                                 
 
47 Richard Walters is editor and arranger for Hal Leonard Corporation. The informal interview took place on July 11, 
2016 during the National Association of Teachers of Singing Conference in Chicago, IL. At the time of the interview 
the songs included in Ives’s 114 Songs (first published in 1922) were still under copyright. 
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Literature,48 The First Book of Solos, Part I,49 and The Second Book of Solos, Part I.50  
There are no songs by Ives in either of the anthology’s series above.  
One can find, however, three of Ives songs in The Schirmer Collection of 
American Art Song: 50 Songs by 29 Composers: “Evening,” “Serenity,” and “In the 
Mornin’.”51 The first two are included in 114 Songs, and I would consider them 
appropriate for advanced undergraduate students. According to Sinclair, “In the Mornin’” 
(“Give Me Jesus”)52 is a traditional Negro spiritual, first published as, “Tell My Jesus 
‘Mornin’.”53 Apparently Ives did not have prior knowledge of the text or the music for 
this spiritual, he claimed to have learned it from Mary Evelyn Stiles, after which he 
arranged it for voice and piano (or solo and chorus, taking on the accompaniment part). 
Sources for this song indicate, “the melody as recorded [here] is thought not to be greatly 
different from the original version.”54 In my opinion, an arrangement of this beautiful 
song in a medium tessitura would be appropriate for intermediate undergraduate students.   
  
                                                 
 
48Richard Walters, ed., Standard Vocal Literature [Baritone] (Milwaukee: Hal Leonard Corporation, 2004). 
49 Joan F. Boytim, ed., First Book of [Baritone/Bass; Mezzo-soprano; Soprano; Tenor] Solos, Part I (New York: G. 
Schirmer, 1991-93).  
50 Joan F. Boytim, ed., Second Book of [Baritone/Bass; Mezzo-soprano; Soprano; Tenor] Solos, Part I (New York: G. 
Schirmer, 1994). 
51 The G. Schirmer Collection of American Art Song: 50 Songs by 29 Composers (Medium/Low Voice) Compiled and 
edited by Richard Walters. (New York: G. Schirmer, Inc., 2007), 164-169. 
52 See Henderson, The Charles Ives Tunebook, 43. Henderson identifies the source for “Give Me Jesus” (“In the 
morning when I rise”) as, With One Voice, no. 777. 
53 Sinclair cites, A. Simpson, Slave Songs of the United States (New York, 1867), no. 20; see Sinclair, Catalogue of 
Music of Ives, 576. 
54 Sinclair, Catalogue of Music of Ives, 576; Henderson, The Charles Ives Tunebook, 43. 
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CHAPTER 2: PRACTICAL CONSIDERATIONS FOR TEACHING SONGS BY 
CHARLES IVES 
 
2.1 LANGUAGE AND FAMILIARITY 
  The singing of a text is a central part of a vocalist’s training, and involves study 
of languages. It can be argued that we should begin with in-depth study of our native 
language. In my experience, speaking Spanish has proven very helpful to learn other 
Romance languages. Research shows that our “first language can have a negative or 
positive transfer on second languages:” the more the similarities in the structures of the 
languages, the more successful the acquisition of the second language.55 But I would 
have to study in depth the mechanics of Spanish diction before improving at any of the 
more-distant languages I use in singing. The opportunity arrived when I taught a vocal 
performance seminar in Spanish vocal literature and IPA56 at Millikin University. We 
covered several dialects as it pertains to lyric singing: Castilian Spanish, several dialects 
from Latin American, and from the Caribbean. Most significantly, I had the opportunity 
to study my own dialect, the Spanish I grew up speaking in Puerto Rico. I gained more 
“phonetic awareness” teaching this course; the mechanics to produce more complex and 
unfamiliar foreign language sounds became more accessible to me.  
 It could then be argued that the student who speaks primarily, or solely English 
should be taught English diction before introducing any foreign language. Not only may 
                                                 
 
55 Ali Derakhshan, and Elham Karimi, “The Interference of First Language and Second Language Acquisition,” 
Theory and Practice in Language Studies 5, no. 10 (2015): 2112-2117. 
56 International Phonetic Alphabet (IPA) 
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the student become more proficient in general phonetics but if the songs assigned speak 
to their cultural background, all the better. Many of the art songs by Charles Ives offer a 
good starting point.  
 
2.2 STUDY AND LEARNING 
 A body of work of a composer often shares characteristics that make it somewhat 
distinguishable from others. But since creative output responds to many variables, it 
cannot be absolutely labeled in inflexible terms. The musical style of Charles Ives is an 
example of this: his songs as a whole cannot be classified within a  single musical style. 
However, there are some style parameters—as broad as they may be- that one may use to 
better learn, teach and perform the songs of any given composer: “melody, harmony, 
rhythm, accompaniment, and poets/texts.”57 I have adapted Kimball’s style sheet 
(reproduced in Chapter 1) to introduce selected songs by Charles Ives in the next chapter. 
See Table 2, below. 
TABLE 2: SONG STYLE SHEET TEMPLATE58 
PARAMETER ELEMENTS DESCRIPTION 
Melody Melodic Contour/ 
Phrase Shape 
• line construction 
• phrase length 
• use of chromaticism 
• melodic motives 
• general relationship with text 
Range59 • small, medium or large 
 
                                                 
 
57 Kimball, Song: A Guide to Art Song, 257. 
58 Adapted from Kimball, Song: A Guide to Art Song, 32-33. 
59 Kimball defines range as “an overall measurement and refers to the highest and lowest notes of the song,” (Kimball, 
Song: A Guide to Art Song, 4). 
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TABLE 2: SONG STYLE SHEET TEMPLATE, Continued 
 
Melody, 
continued 
Tessitura60 • low, medium or high 
Relationship with Text • supports text setting 
• contrasts with mood/meaning of the text 
Harmony Key Signature/ 
Modulations 
• number of sharps/flats  
• frequency of alterations 
Harmonic Function • tonality: diatonic/chromatic 
• tonal vs. atonal 
• major- vs. minor mode 
Dissonance vs. 
Consonance 
• tense 
• stable or unstable 
Relationship with Text • supports mood/meaning of text 
• contrasts with mood/meaning of text 
Rhythm Meter Type/ 
Tempo 
• simple, compound or irregular meter 
• slow, medium or fast tempo 
Form/ 
Song Structure 
• strophic, verse and chorus, etc. 
• binary, ternary form or ABC song form 
Rhythmic Patterns • supports or clashes with text setting 
• highlights mood/meaning of text 
• patterns: syncopation, dotted rhythms, 
polyrhythms; ostinato 
• other effects: accents, staccato, tenuto 
Accompaniment Predominant Figures • block chords, arpeggiated figures or 
broken chords 
Texture • simple or consistent 
• dense or contrapuntal 
Relationship to the 
Vocal Line 
• accompaniment seems to adapt to 
changes in text (supporting or 
contrasting)  
• serves to delineate song sections 
(introduction, interlude or postlude, e.g.) 
• shared material with vocal line  
• melodic or rhythmical motives 
 
 In addition to the components of style of each song, it is important to identify 
other elements of historical and interpretative significance. I was introduced to a song 
                                                 
 
60 Kimball defines tessitura as a term “used to specify the pitch levels that predominate throughout the entire song,” 
(Kimball, Song: A Guide to Art Song, 4). 
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study outline by a colleague at Millikin University and I adopted it for use in my voice 
studio. I offer an adaptation below (see Figure 1). 
FIGURE 1: SUGGESTED SONG STUDY OUTLINE 
(based on an outline by Dr. Hadi Gibbons) 
 
Title Song Title  
Subtitle  
Larger Work Title  
Composer 
(name usually found on the 
upper right corner of the 
title page of sheet music) 
Full Name  
Alias  
Dates  
Nationality  
Important Works  
 
Accomplishments/ 
Awards 
 
Poet/ 
Lyricist 
(name usually found on the 
upper left corner of the title 
page of sheet music) 
 
Full Name  
Alias  
Dates  
Nationality  
Important Works  
 
Accomplishments/ 
Awards 
 
Story Line/ 
Plot 
 
Song Story Line   
 
Larger Work Plot  
 
Personal 
Interpretation 
 
 
Song Story Line  
 
Larger Work Plot  
 
Primary Communication Goal  
 
Translation of Foreign 
Language Markings  
(write down on score)  
Tempo Markings  
 
Dynamic Markings  
 
Once the information above is collected, the student may begin learning the song. A step-
by-step method is recommended to encourage organization and efficiency. This is 
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particularly important for beginning students that may be used to learning songs by 
listening to a recording alone.  
The method below (shown in Table 3) offers an opportunity to apply skills 
learned in courses like theory, ear training, and piano class. They should be advised to 
use a pencil while working on the sheet music. Color pencils or highlighters may also be 
helpful as they prepare their scores for study. It must be noted that additional steps would 
be needed to learn foreign language songs. Some of the steps below may be omitted 
considering the skill level of the singer. 
TABLE 3: LEARNING A SONG: A SUGGESTED METHOD 
Research Song • see “Song Style Sheet Template” (Table 2) 
• see “Suggested Song Study Outline” (Figure 1) 
Highlight Important Elements 
on the Sheet Music 
• key signature and meter  
• tempo and dynamic markings 
• identify overall form 
• identify phrases and label breathing marks 
o use rests and important punctuation marks 
as guides 
Identify Potential “Trouble 
Spots” in the Vocal Line 
• difficult melodic patterns 
o chromatic passages 
o modulations 
• complex rhythmic patterns 
Study the Rhythm • tap the beat (conduct the meter pattern or use a 
metronome) while “singing” the rhythm on any 
syllable, e.g. “ta” 
Combine Text and Rhythm 
 
• tap the beat and speak the text in rhythm 
slowly, and whenever possible 
o follow the melodic contour of the vocal line 
o approximate the tessitura of the vocal line 
o incorporate phrasing (breathing marks) 
• incorporate relative dynamics in speech 
 
TABLE 3: LEARNING A SONG: A SUGGESTED METHOD, Continued 
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Combine Text and Rhythm, 
continued 
 
• gradually increase the tempo  
• begin to memorize 
Learn the Melody • play a tonic chord 
o sing a scale and an arpeggio, if appropriate 
• sing the first pitch, and try to sight-read the 
melody phrase by phrase 
o use solfège, if possible 
• tap the beat and slowly and quietly sing the 
melody on a neutral syllable 
• practice until you can conduct the tempo and 
sing the melody on a neutral syllable at the 
correct tempo with proper phrasing 
Combine Text, Rhythm and 
Melody 
• practice until you can conduct the tempo and 
sing quietly at the correct tempo with proper 
phrasing and relative dynamics 
Begin Singing “Full Voice,” 
Memorizing and Working on 
Expression 
• now that the song is learned, focus on technical 
work while singing “full voice” 
• alternate the order in which you 
practice/memorize (e.g. from beginning to end; 
some other times from the end and backwards) 
• experiment with different choices of 
expression 
o find 2 or more professional/quality 
recordings to use as references for study; do 
not imitate 
Perform in Public • perform as many times- and in as many 
different places as possible 
 
 The method suggested above will help the student learn most of the traditional art 
song repertoire in English including many of the songs by Charles Ives. This is the case 
of even “At the River,”61 which may be the most advanced of the songs I present in the 
next chapter. Though it looks (and sounds) complicated at first glance, Ives left the hymn 
                                                 
 
61 See “At the River” in Ives, 114 Songs, 95. 
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tune he borrowed for this piece almost unchanged. Isolating the melody from the 
accompaniment and revisiting the original setting may allow the undergraduate singer to 
begin learning a song that otherwise may be considered beyond their skill level.  
  
Parameters for Song Classification by Level of Difficulty 
 In order to help me assign the level of difficulty for the songs included in this 
paper, I used two models: the content for the Skills Assessment Examination used by 
Millikin University Voice Division (see Table 4), and the criteria included in “The New 
American Song: A Catalog of Published Songs by 25 Living American Composers.”62  
During my time teaching at Millikin University we used the Skills Assessment 
Examination to help establishing a “baseline” of skills expected from all voice students. 
The three-part series was designed by Dr. Hadi Gibbons, former Chair of Keyboard and 
Vocal Studies at MU, and it was required from every student during the first 3 semesters 
of applied voice study (freshman year, and first semester of sophomore year). Students 
would not be allowed to register for junior-year applied voice until they got a passing 
grade. The goal was to encourage the application of the skills learned in theory-, ear 
training-, and class piano courses. The student would gain practical strategies to use in 
their work in the practice room. 
  
                                                 
 
62 Snydacker, “The New American Song,” 4-10. 
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TABLE 4: SKILLS ASSESSMENT EXAMINATION CONTENT 
(based on Gibbons, 2015-2016 revision) 
CONTENT SKILLS LEVEL 1 
(1st-semester 
Freshman) 
SKILLS LEVEL 2 
(2nd-semester Freshman) 
SKILLS LEVEL 3 
(1st-semester Sophomore) 
Scales  
and Arpeggios 
(memorized) 
major; natural minor; 
harmonic minor; 
melodic minor 
major; natural minor; 
harmonic minor; 
melodic minor 
church modes:  
dorian, phrygian, lydian, 
mixolydian; 
whole tone; chromatic 
(descending only, no 
arpeggio) 
Sung Chord 
Progressions 
(major/minor 
modes; up/down  
with solfege;  
in any key) 
n/a a) I-IV-V7-I  
b) I-IV-ii6-V7-I  
c) I-IVmaj7-I6/4-V7-I  
d) i-iv-V7-i 
e) i-iv-iio6-V7-i 
f) i-iv7-i6/4-V7-i 
a) I-vi7-ii4/3-V7-I-viio7-I 
b) I-V4/3-I6-vi4/3-ii6/5-I6/4-
V7-I 
c) i-viio6-i6-iv-viio7/V-V7-i 
d) i-VI-N6-viio7/V-i6/4-V7-i 
Melodic 
Sequences 
(memorized) 
all intervals (major 
mode); all intervals 
(natural minor); 
thirds (major mode) 
n/a n/a 
Melodies 
(must show beat; 
solfege preferred)  
(keys with 1-2 
sharps/flats) 
G maj, E min;  
F maj, D min;  
B♭ maj, G min 
(keys with 3-4 
sharps/flats) 
E♭ maj, C min; 
A maj, F# min; 
A♭ maj, F min 
C maj with alterations;  
C harmonic minor; 
lydian; E melodic minor; 
mixolidian; D maj with 
alterations; phrygian; B 
major with alterations 
 
Rhythms  
(must show beat; 
clapping the 
rhythm is not 
accepted) 
simple rhythms; 
compound rhythms  
simple rhythms: duple 
division + triplets; 
compound rhythms: 
triple division + 
duplets 
simple meters: duple 
division (3/2; 4/4; 4/8; 
3/8; 4/2; cut time) 
compound meters: triple 
division (6/4; 9/4; 6/4; 
9/8; 9/16; 12/16; 6/16) 
Sight Reading 
(must show beat) 
major key; 
minor key 
major key; 
minor key 
major key; 
minor key (no modal) 
Piano Scales 
(memorized; 
dominant hand 
only) 
(keys with 1-2 
sharps/flats) 
G maj, E min;  
F maj, D min;  
B♭ maj, G min 
(keys with 3-4 
sharps/flats) 
E♭ maj, C min; 
A maj, F# min; 
A♭ maj, F min 
(major and melodic 
minor) 
F maj, F melodic minor; 
G maj, G melodic minor; 
E maj, E melodic minor; 
D maj, D melodic minor 
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I find the content of each of the 3 skill levels (see Table 4 above) to be comparable with 
what I consider to be the expected levels of proficiency for beginning-, and 
intermediate/advanced undergraduate voice students as thus,  
TABLE 5: SKILLS ASSESSMENT LEVEL, STUDENT’S PROFICIENCY  
AND YEAR OF STUDY 
SKILLS LEVEL 
(Gibbons, 2015-2017 rev.) 
STUDENT LEVEL OF 
PROFICIENCY 
STUDENT YEAR IN 
SCHOOL  
Skills Level 1 Beginning Freshmen (1st year) 
Sophomore (2nd year) 
Skills Level 2 Intermediate Junior (3rd year) 
Skills Level 3 Advanced Senior (4th year)  
and beyond 
 
 In her DMA thesis, “The New American Song: A Catalog of Published Songs by 
25 Living American Composers,” Sarah Elizabeth Snydacker designates “vocal part 
difficulty as easy, moderate, moderately difficult, difficult or highly difficult.”63 (See 
Table 6 below.) She uses guidelines found in the writing of ten authors including voice 
pedagogue, voice scientists, as well as musicologists and graduate students. “These 
guidelines are based on the technical and dramatic demands of the song for the singer.”64  
  
                                                 
 
63 Snydacker, “The New American Song,” 4-6. 
64 Ibid. 
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TABLE 6: GUIDELINES TO DETERMINE DIFFICULTY OF VOCAL PART65 
LEVEL OF  
DIFFICULTY 
VOCAL LINE 
ELEMENT 
GUIDELINES 
Easy Melody  
(range,66 
tessitura,67 
accompaniment, 
climax 
• written within one octave of range 
• medium tessitura for any given voice type 
• often doubled by piano part/accompaniment 
• highest pitches not approached by leaps 
Phrase Shape/ 
Construction 
• phrases are short (4 mm. or less) and regular  
• highest pitches found at the middle (or 
beginning) of the phrases, not the end 
Rhythms/ 
Meters 
• simple rhythms 
• simple meters 
Key/Tonality • melody in the vocal line is tonal 
Dramatic 
Demands 
• usually focused on a single dramatic scheme 
Moderate Melody  
(range, tessitura, 
accompaniment, 
climax) 
• written slightly beyond an octave of range 
• high tessitura with some sustained high 
pitches 
• highest pitches often approached through 
diatonic leaps (within the key) 
• melody is not doubled in the piano 
part/accompaniment 
Phrase Shape/ 
Construction 
• phrase length between 4-6 mm., at times 
irregular  
• phrases may end in the highest pitches 
Rhythms/ 
Meters 
• complex rhythms 
• meters change often 
Key/Tonality • melody is mostly tonal 
Dramatic 
Demands 
• dramatic foci are more intense  
 
 
                                                 
 
65 Ibid. 
66 Kimball defines range as “an overall measurement and refers to the highest and lowest notes of the song,” (Kimball, 
Song: A Guide to Art Song, 4). 
67 Kimball defines tessitura as a term “used to specify the pitch levels that predominate throughout the entire song,” 
(Kimball, Song: A Guide to Art Song, 4). 
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TABLE 6: GUIDELINES TO DETERMINE DIFFICULTY OF VOCAL PART, 
Continued 
 
Moderately 
Difficult 
Melody 
(range, tessitura, 
accompaniment, 
climax) 
• range reaches 2 octaves 
• tessitura is high 
• highest pitches may be approached through 
chromatic leaps 
• melody is not doubled by the piano part/is 
independent from the accompaniment 
Phrase Shape/ 
Construction 
• length of phrases irregular 
• may contain chromaticism 
• dynamics shift often  
Rhythms/ 
Meters 
• meters shift often 
• articulation shifts often 
Key/Tonality • melody in the vocal line is tonal 
Dramatic 
Demands 
• dramatic foci are more intense 
Difficult Melody 
(tessitura, 
accompaniment, 
climax) 
• range reaches 2 octaves 
• tessitura is and remains high 
• highest pitches in the melody may be found 
anywhere in the vocal line, and are 
approached in any way 
• melody is not doubled by the piano part/is 
independent from the accompaniment 
Phrase Shape/ 
Construction 
• phrases are long and require vocal endurance 
• phrases built using unexpected intervals 
Rhythms/ 
Meters 
• complex rhythms 
• meters change often 
Key/Tonality • partial or total absence of tonality 
Dramatic 
Demands 
• demands high level of acting skills 
Highly 
Difficult 
Melody 
(tessitura, 
accompaniment, 
climax) 
• range exceeds more than 2 octaves 
• high tessitura that shifts often 
• highest pitches in the melody stick out from 
the texture (“exposed”), and may be 
approached in any way 
Phrase Shape/ 
Construction 
• shape of phrases is irregular 
• length of phrases is irregular 
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TABLE 6: GUIDELINES TO DETERMINE DIFFICULTY OF VOCAL PART, 
Continued 
 
Highly 
Difficult, 
continued 
Rhythms/ 
Meters 
• complex rhythms 
• complex meters 
• frequent changes in articulation 
Key/Tonality • atonal 
Dramatic 
Demands 
• more serious dramatic challenges (“mature 
subject matter”) 
 
I consider Snydacker’s guidelines to determine vocal line difficulty (see Table 6 above) 
to be comparable with the student’s level of proficiency and year in school as thus (see 
Table 7 below).  
TABLE 7: VOCAL LINE DIFFICULTY, STUDENT’S PROFICIENCY LEVEL  
AND YEAR OF STUDY 
VOCAL LINE 
LEVEL OF DIFFICULTY68 
STUDENT LEVEL OF 
PROFICIENCY 
STUDENT YEAR IN 
SCHOOL  
Easy Beginning 
(undergraduate student) 
Freshmen (1st year) 
Sophomore (2nd year) 
Moderate Intermediate 
(undergraduate student) 
Junior (3rd year) 
Moderately 
Difficult 
Advanced 
(undergraduate student) 
Senior (4th year)  
and beyond 
Difficult Graduate Student 
Highly 
Difficult 
Graduate Student 
 
 In her doctoral thesis Snydacker also provides parameters to determine the level 
of difficulty for the piano accompaniment, which she designates as “easy, moderate or 
                                                 
 
68 Snydacker, “The New American Song,” 4-6. 
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difficult.” She evaluated the song in terms of technical challenges for the accompanist, 
and based her guidelines on the criteria found in the work of five authors.69 See Table 8, 
below. 
TABLE 8: GUIDELINES TO DETERMINE DIFFICULTY OF PIANO PART70 
LEVEL OF  
DIFFICULTY 
PIANO PART 
ELEMENT 
GUIDELINES 
Easy Finger 
Patterns 
• mostly uses 5-finger patterns 
Rhythms/ 
Tempo 
• simple rhythms 
• tempo is steady 
Dynamics • dynamics are steady 
Texture • texture is simple 
Hands 
Independence/ 
Shared Material 
• hands complement each other 
• hands share melodic material  
• hands share rhythmic material 
Range • range of- or within a single octave span 
Harmony 
Progression/ 
Rhythm 
• simple harmonic progressions 
• speed of harmonic progressions is slow 
Moderate Finger 
Patterns 
• chordal patterns/broken chords in one hand only 
(triads) 
Rhythms/ 
Tempo 
• changes in tempo markings 
Dynamics • changes in dynamics 
Texture • changes in texture 
Hands 
Independence/ 
Shared Material 
• hands positions change occasionally 
Range • range of- or within a 2-octave span 
Harmony 
Progression/ 
Rhythm 
• “blocked chords” 
 
                                                 
 
69 Ibid, 8-10. 
70 Ibid, 8-10. 
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TABLE 8: GUIDELINES TO DETERMINE DIFFICULTY OF PIANO PART, 
Continued 
 
Moderately 
Difficult 
Finger 
Patterns 
• chordal patterns/broken chords in both hands 
(triads) 
Rhythms/ 
Tempo 
• complex rhythms 
• complex tempo changes 
Dynamics • complex dynamics 
Texture • complex textures 
Hands 
Independence/ 
Shared Material 
• hand positions change often 
• contrasting dynamic and articulatory patterns 
between hands  
• hands work independently 
Difficult Finger 
Patterns 
• chordal patterns/broken chords with more than 3 
notes 
• 3 or more distinctive melodic lines 
Rhythms/ 
Tempo 
• complex and quickly-changing tempo changes 
Dynamics • complex quickly-changing dynamics 
Texture • complex quickly-changing textures 
Hands 
Independence/ 
Shared Material 
• changing hands positions  
• changing hands spacings 
Harmony 
Progression/ 
Rhythm 
• complicated harmonic progressions 
• speed of harmonic progressions is fast 
Highly 
Difficult 
Finger 
Patterns 
• non-traditional chords (“extended chords”) 
• various individual melodic lines 
 Rhythms/ 
Tempo 
• tempi are very unusual (“extreme”) 
 Dynamics • dynamics are very unusual (“extreme”) 
 Texture • textures are dense 
 Hands 
Independence/ 
Shared Material 
• clashing (“contrasting”) dynamics within one 
hand 
• clashing (“contrasting”) articulation within one 
hand 
 Harmony 
Progression/ 
Rhythm 
• heavy chromaticism 
• atonal (or “pitch centric”) 
Although this paper focuses on repertoire for the undergraduate singer, it is important to 
view the piano accompaniment as a relevant element to the overall song assessment; the 
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complexity of the piano part may hinder or facilitate learning and performance. I compare 
the guidelines to determine the level of difficulty for the piano part (see Table 8 above) 
with the student’s level of proficiency and year in school as shown below (see Table 9). 
TABLE 9: PIANO ACCOMPANIMENT, STUDENT’S PROFICIENCY LEVEL 
AND YEAR OF STUDY 
PIANO PART 
LEVEL OF DIFFICULTY71 
STUDENT LEVEL OF 
PROFICIENCY 
STUDENT YEAR IN 
SCHOOL  
Easy Beginning 
(undergraduate student) 
Freshmen (1st year) 
Sophomore (2nd year) 
Moderate Intermediate 
(undergraduate student) 
Junior (3rd year) 
Moderately 
Difficult 
Advanced 
(undergraduate student) 
Senior (4th year)  
and beyond 
Difficult (probably suitable for some advanced undergraduate 
students [Senior and beyond]) 
Graduate Student 
Highly 
Difficult 
Graduate Student 
 
  
                                                 
 
71 Ibid. 
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CHAPTER 3: OVERVIEW OF SELECTED SONGS  BY CHARLES IVES 
 
The information below is mostly taken from A Descriptive Catalogue of the 
Music of Charles Ives,72 Ives’s own 114 Songs,73 and from The Charles Ives Tunebook.74 
A detailed presentation of the criteria considered to determine the overall level of 
difficulty of the songs in the groups below can be found in Chapter 2. 
Each group of songs below is organized by level of difficulty as either beginning 
or intermediate/advanced. Within each grouping, songs are presented in alphabetical 
order. My discussion is presented in the same format for each, using Ives’s 114 Songs as 
the primary source. The works by Kirkpatrick,75 Henderson,76 and Sinclair77 offer 
relevant data that may confirm (or dispute) issues with chronology, text attribution, 
quotation, modeling, borrowing, etc. 
In the introductory paragraphs the reader will find basic information about each 
song, as it appears in Ives’s 114 Songs: song title, dating, lyrics/lyricists, information on 
publication and copyright, duration for the song, information on borrowed material (if 
available), and relevant commentary as published by Ives’s himself or as found in 
Memos.78   
 
                                                 
 
72 Sinclair, Catalogue of Music of Ives. 
73 Ives, 114 Songs. 
74 Henderson, The Charles Ives Tunebook. 
75 Ives and Kirkpatrick, Memos. 
76 Henderson, The Charles Ives Tunebook. 
77 Sinclair, Catalogue of Music of Ives. 
78 Ives and Kirkpatrick, Memos. 
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FIGURE 2: INTRODUCTORY CONTENT FOR SONG OVERVIEW 
Song Entry 
(as published in 114 Songs) 
 
Song Title 
Subtitle 
Song Number 
Song Grouping 
Dating 
Page Number 
Conflicting Information 
Lyrics/Text 
 
Song Lyrics  
(as published in 114 Songs) 
Authorship Attribution 
First Publication 
Conflicting Information 
First Song Publication Publisher 
Year of Song Publication 
First Copyright Assignment Publisher/Distributor 
Year of Copyright Assignment 
Commentary/Anecdote Ives’s Own Commentaries 
Other Relevant Commentary  
Song Duration  Estimated Timing 
Number of Measures 
Repetitions 
Borrowing Information Borrowing 
Derivation 
Modeling 
Conflicting Information 
 
Each song’s overview is finished with a detailed style sheet, modeled after the 
template found in Table 2.79 I adapted Kimball’s original style sheet for Charles Ives80 to 
be used with the songs presented on this paper (see Table 1). 
 
3.1 FIVE SONGS FOR THE BEGINNING VOICE STUDENT 
                                                 
 
79 To build descriptive analysis for each song, I adapted the style sheet for Charles Ives, as published in Kimball, Song: 
A Guide to Art Song, 23. 
80 Kimball, Song: A Guide to Art Song, 32-33. 
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 The songs in this group share the following stylistic traits that make them 
appropriate for the beginning (to intermediate) undergraduate singer: the melody in the 
vocal line is built mostly step-wise with arpeggiated leaps, and mostly diatonic; phrases 
are mostly short (usually 4 mm. long); the highest pitches are found in the middle (or at 
the beginning) of the phrase and are not approached by leaps; the tessitura81 of the song 
is medium; key signatures are simple, with no modulations; all songs are tonal; meter and 
rhythm patterns are mostly simple, in a steady tempi; the piano accompaniment supports 
the text setting and its meaning. All songs in this group have an estimated total length 
below 2:30 minutes.  
Furthermore, the 5 pieces below fit criteria to be labeled as “easy” in terms of the 
vocal line level of difficulty,82 and given the music skills level expectations, and 
technical demands needed from the undergraduate student (see Tables 4-7).  
A Song-for Anything 
(see 114 Songs: No. 89 [1892], p. 206) 
 
When the waves softly sigh, When the sun beams die; 
When the night shadows fall, Evening bells call, 
Margarita! Margarita! I think of thee! 
While the silver moon is gleaming, of thee, I’m dreaming. 
 
Yale, Farewell! we must part, But in mind and heart, 
We shall ever hold thee near; Be life gay or drear. 
Alma Mater! Alma Mater! We will think of thee! 
May the strength thou gavest ever be shown in ways, fair to see. 
 
O have mercy Lord, on me, Thou art ever kind, 
O, let me oppress’d with guilt, Thy mercy find. 
The joy Thy favor gives, Let me regain, 
                                                 
 
81 Kimball defines tessitura as a term “used to specify the pitch levels that predominate throughout the entire song,” 
(Kimball, Song: A Guide to Art Song, 4). 
82 Based on the criteria in Snydacker, “The New American Song,” 4-6. 
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Thy free spirit’s firm support my fainting soul sustain. 
 The exact year of composition for this song is unknown. Kirkpatrick estimates 
1889, but Sinclair finds this guess to be “too early” and considers Ives dating in 114 
Songs (1892) “closer to the mark of the original date of composition. It is possible that 
the adaptation in which the third verse was introduced occurred ca. 1898.” 83   
 The song was first published in 114 Songs in 1922,84 with a 1955 copyright 
assigned to Peer International. The strophic setting includes three stanzas: (a) “When the 
waves softly sigh;” (b) “Yale, Farewell! we must part” (first and second verses are 
unattributed in 114 Songs; Ives is given credit for all 3 verses in Fourteen Songs [1955]); 
and (c) O have mercy Lord, on me (Psalm 51, v. 1 and 12), which was first published in A 
New Version of the Psalms of David (London, 1696) “as a metrical version by Nahum 
Tate (1652-1715) and Nicholas Brady (1659-1726).”85  According to Sinclair, Ives used 
this song as a model for “On the Counter” (see 114 Songs, no. 28. p. 68). 
“A Song-for Anything” has an estimated duration of 2:30 minutes, with 19 
measures (with two repetitions). Ives includes this song within the “8 Sentimental 
Ballads” group in the index of 114 Songs. Sinclair notes that in the first edition of 
“Chronological List of Compositions” by Henry and Sidney Cowell (1955) the authors 
cite that, “the composer has listed the piece as ‘no good.’”86 Furthermore, Ives includes 
the following note at the bottom of the music score:87 
                                                 
 
83 See Ives and Kirkpatrick, Memos, 174; Sinclair, Catalogue of Music of Ives. 
84 Charles Ives, 114 Songs (Redding, Connecticut: C.E. Ives, 1922). 
85 Ibid.  
86 Ibid.  
87 Ives, 114 Songs, 206.  
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NOTE:- The song above is a common illustration (and not the only one in 
this book) of how inferior music is inclined to follow inferior words and 
“vice-versa.” The music was originally written to the sacred words printed 
last, (and the best of the three.) Some thirty years ago it was sung in a 
country church and even as a response after the prayer. The congregation 
not only tolerated it, but accepted it apparently with satisfaction. That music 
of his character is less frequently heard in relegious services now-a-days is 
one of the signs of the wholesome progress of music in this country. An 
“Amen” was tacked on the end of this song; a relative of the composer 
remarked, at the time, that it was about as appropriate to this kind of a tune 
as a benediction would be after an exhibition of the “Circassian Beauty” at 
the “Danbury Fair.”  
 
Melody Melodic Contour/ 
Phrase Shape 
arpeggiated and step-wise construction; 4-
mm. long phrases; some chromaticism, 
mostly diatonic; ascending 4th leap 
motive; supports text (in all 3 stanzas) 
Range large (A[C1]-E2) 
Tessitura medium 
 Relationship with Text supports the text and meaning (mostly in 
stanzas 1 and 3) 
Harmony Key 
Signature/Modulations 
C major; some alterations; no modulations 
Harmonic Function some chromaticism; tonal harmony 
Dissonance vs. 
Consonance 
mostly stable; occasional dissonances 
Relationship with Text supports mood/text meaning (mostly in 
stanzas 1 and 3) 
Rhythm Meter Type/Tempo simple meter: ¾; medium tempo: Andante 
moderato 
Form/Song Structure strophic (3 stanzas); verse and chorus; 
binary form: AB, repeated twice 
Rhythmic Patterns patterns support text (in all 3 stanzas); 
types of patterns: dotted rhythm motive at 
the beginning of each phrase 
Accompaniment Predominant Figures broken chords on right hand; downbeat 
stressed by left hand 
Texture most simple; somewhat dense at the end 
(last 4 mm.) 
Relationship to the 
Vocal Line 
steady patterns with increased motion (last 
4 mm.); does not distract from the text; 8th 
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note-broken chords provide stability to the 
vocal line 
 
Slow March 
(see 114 Songs: No. 114, p. 259) 
One evening just at sunset we laid him in the grave; 
Although a humble animal his heart was true and brave. 
All the family joined us, in solemn march and slow, 
from the garden place beneath the trees and where the sunflowers grow. 
 Ives dates this song 1888 in 114 Songs, but it is thought to have been composed 
“possibly in the summer 1887.”88 The composer writes what it seems to be a dedication 
under the title, “Inscribed to the Children’s Faithful Friend.” In a 1950 letter requesting 
music that may be appropriate for children, Harmony Ives (on behalf of her husband) 
writes,89  
Very little of his music is adapted for children’s performance. He is glad to 
send you a Book of 114 Songs which he asks you to accept with his 
compliments. The last song [Slow March] in the book (p. 259) was 
composed by him when he was a 14 year old boy—and was sung 
occasionally by children. “Serenity” p. 89 was sung some years ago in a 
Sunday School & “The Circus Band” p. 128 Mr. Ives remembers was sung 
by a boy’s glee club in New Haven some 50 years ago. There are possibly a 
few other which may be done by children—do anything you think best. 
No credit is given for the text in 114 Songs, but it has been attributed “to Lyman D. 
Brewster (1832-1904) and other members of Ives’s family.”90 It was first published in 
114 Songs in 1922,91, with copyright first assigned to Peer International in 1953.  
                                                 
 
88 Sinclair, Catalogue of Music of Ives, 496.  
89 Ibid.  
90 Ibid. 
91 Ives, 114 Songs (1922). 
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 “Slow March” has an estimated duration of 2 minutes, with 28 measures. 
Measures 1-8 and 24-28 quote the first 4 measures of “Dead March” from Saul by 
George Frideric Handel (1685-1759).92   
Melody Melodic Contour/ 
Phrase Shape 
mostly step-wise construction; 4-mm. long 
phrases; diatonic; 3-pitch descending 
motive; supports text 
Range medium (C1-C2) 
Tessitura medium 
 Relationship with Text supports the meaning of the text 
Harmony Key 
Signature/Modulations 
F major (1 flat); no alterations or 
modulations 
Harmonic Function tonality: mostly diatonic, some 
chromaticism; tonal; major mode 
Dissonance vs. 
Consonance 
very stable; occasional dissonances (in the 
form of chromatic passing tones) 
Relationship with Text supports mood/text meaning 
Rhythm Meter Type/Tempo simple meter: C (4/4 ); slow tempo: Largo 
Form/Song Structure binary form: AB with a brief coda 
Rhythmic Patterns procession-like; mostly quarter notes with 
some dotted rhythms 
Accompaniment Predominant Figures mostly block chords; highlights beats 1 
and 3 
Texture simple; organ-like 
Relationship to the 
Vocal Line 
repetitive patterns that highlight the 
meaning of the text; marks sections; brief 
dotted-rhythm motive used 3 times 
 
 
The World’s Wanderers 
(see 114 Songs: No. 110, p. 253) 
Tell me, star whose wings of light speed thee 
in thy fiery flight,  
In what cavern of the night 
will thy pinions close now? 
 
Tell me, moon, thou pale and grey pilgrim 
                                                 
 
92 Henderson, The Charles Ives Tunebook, 235. 
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of heav’ns homeless way, 
In what depth of night or day, 
seekest though repose now? 
 
 This song is dated 1895 by Ives.93 It was adapted “possibly in 1898 from music 
composed possibly in the same year.”94 The lyrics are by Percy Bysshe Shelley (1792-
1822), and published in his Posthumous Poems.95 Ives used only the first eight lines. His 
setting was first published in 114 Songs in 1922,96 with copyright assigned to Peer 
International in 1953. Sinclair notes that the music was adapted from the song “Gruss.” 
 “The World’s Wanderers” has an estimated duration of 2 minutes, with 17 
measures (with one repetition). 
Melody Melodic Contour/ 
Phrase Shape 
step-wise construction; mostly 4-mm. long 
phrases; diatonic; some moments of text 
painting, e.g. mm. 7-8 
Range medium (E♭1- E♭2) 
Tessitura medium 
 Relationship with Text supports text and meaning 
Harmony Key 
Signature/Modulations 
E♭ major (3 flats); no modulations 
Harmonic Function mostly diatonic; chromaticism in middle 
section (mm. 7-10); tonal; major mode 
Dissonance vs. 
Consonance 
some dissonance/instability (mm. 7-10) 
Relationship with Text supports mood/text meaning, except for 
mm. 11-13 
Rhythm Meter Type/Tempo simple meter: 2/4; slow tempo: Adagio 
sostenuto 
Form/Song Structure strophic; binary form: AB with a coda 
Rhythmic Patterns syncopation on left hand of 
accompaniment highlights the 
“wandering” mood of the text; 
                                                 
 
93 Ives, 114 Songs. 
94 Sinclair, Catalogue of Music of Ives, 552. 
95 Percy Bysshe Shelley, Posthumous Poems (London: John and Henry L. Hunt, 1824), 215 (as noted in Sinclair, 
Catalogue of Music of Ives.) 
96 Ives, 114 Songs (1922). 
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accompaniment and vocal line share 8th-
note pattern (e.g. accompaniment m. 1 vs. 
vocal line m. 7) 
Accompaniment Predominant Figures block chords with melody on right hand 
that mirrors some vocal line patterns 
Texture simple 
Relationship to the 
Vocal Line 
mostly highlights text; marks sections; 
accompaniment and vocal line share 8th-
note pattern (e.g. accompaniment m. 1 vs. 
vocal line m. 7) 
 
Waltz 
(see 114 Songs: No. 109, p. 252) 
Round and round the old dance ground, 
Went the whirling throng, moved with wine and song; 
Little Annie Rooney, (now Mrs. Mooney,) 
Was as gay as birds in May, s’her Wedding Day. 
 
Far and wide’s the fame of the bride, 
Also of her beau, everyone know it’s “Joe;” 
Little Annie Rooney, (Mrs. J.P. Mooney,) 
All that day, held full sway o’er Av’nue A! 
“An old sweetheart” 
 Although Ives dated the song 1895, it is thought to have been “composed c. 1894-
95 with revisions made in 1921.”97 The song was first published in 114 Songs 1922,98 
with copyright first assigned to Peer International in 1954. No one is credited for the 
lyrics in 114 Songs, but according to Sinclair, Ives himself was “later identified as the 
author in Twelve Songs.”99  
 “Waltz” has an estimated duration of 2 minutes, with 54 measures. However, 
there is no tempo marking. In his A Descriptive Catalogue of the Music of Charles Ives, 
                                                 
 
97 Sinclair, Catalogue of Music of Ives. 
98 Ives, 114 Songs (1922). 
99 Sinclair, Catalogue of Music of Ives; Charles Ives, Twelve Songs (New York: Peer International Corporation, 1954).  
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Sinclair writes that “Ives borrows the title and main character from the popular song, 
‘Little Annie Rooney’” by Michael Nolan. 100 The accompaniment introduction quotes 
the first 6 measures of Nolan’s refrain, and the last 4 measures (“An old sweetheart”) “are 
a textual and musical parody”101 of the last refrain of the original song.   
Melody Melodic Contour/ 
Phrase Shape 
mostly step-wise construction with some 
leaps on B section ; 8-mm. long phrases; 
mostly diatonic with some chromaticism 
on B section; some text painting on A 
section 
Range medium-large (B1-D2) 
Tessitura medium-low 
 Relationship with Text supports text especially on A section 
Harmony Key 
Signature/Modulations 
D major (2 sharps); alterations mostly 
passing tones (chromatic); no modulations 
Harmonic Function mostly diatonic, some chromaticism on B 
section; tonal; major mode 
Dissonance vs. 
Consonance 
mostly stable; occasional dissonances 
Relationship with Text supports mood/text meaning 
Rhythm Meter Type/Tempo simple meter: 3/4; [no tempo marking] 
Form/Song Structure strophic; binary form: AB  
Rhythmic Patterns supports the text; types of patterns: 
depending on the tempo, some rhythms 
may feel “syncopation”; waltz feeling 
Accompaniment Predominant Figures block chords for introduction; long bass 
note stressing downbeat; broken chords 
Texture simple; more dense texture for interlude 
and postlude 
Relationship to the 
Vocal Line 
pattern changes at the end of B 
section/interlude; does not distract from 
text/meaning; marks sections (verse vs. 
interlude) 
 
When Stars are in the Quiet Skies 
                                                 
 
100 See Henderson, The Charles Ives Tunebook, 149; Cited as, Michael Nolan, “Little Annie Rooney” (London: 
Francis Bros. & Day, 1889) in Sinclair, Catalogue of Music of Ives. 
101 Sinclair, Catalogue of Music of Ives, 538.  
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(see 114 Songs: No. 113, p. 257) 
When stars are in the quiet skies, 
Then most I long for thee. 
O bend on me thy tender eyes, 
As stars look down upon the peaceful sea. 
 
For thoughts like waves that glide by night 
are stillest when they shine; 
All my love lies hushed in light  
beneath the heav’n of thine. 
 Ives dates this song 1891 in 114 Songs. It is however, thought to have been 
“adapted possibly in 1898 from music composed in 1897.”102 The lyrics originated from 
“Night and Love,” a poem from a novel by Edward George Earle Bulwer-Lytton (1803-
1873).103 Sinclair writes that Ives’s source was “probably The Good Old Songs We Used 
to Sing.”104 The song was first published in 114 Songs in 1922,105 with copyright first 
assigned to Mercury Music in 1949.  
 “When Stars are in the Quiet Skies” has an estimated duration of 2 minutes, with 
39 measures. Sinclair notes that the music was “adapted from either the song “Country 
Celestial” or from “Du bist wie eine Blume,” which in turn were possibly modeled after 
Robert Schumann’s, “Du bist wie eine Blume.” 106  
Melody Melodic Contour/ 
Phrase Shape 
arpeggiated construction/leaps; 4 mm.-
long phrases; chromaticism (passing 
tones); some text painting (e.g. mm 4-8) 
Range medium (D1-D2 [E2]) 
Tessitura medium 
                                                 
 
102 Sinclair, Catalogue of Music of Ives. 
103 Edward George Earle Bulwer-Lytton, Ernest Maltravers (London: Saunders and Otley, 1837), as cited in Sinclair, 
Catalogue of Music of Ives. 
104 (Boston: Oliver Ditson, 1887, p. 48), as cited in Sinclair, Catalogue of Music of Ives, 542-543. 
105 Ives, 114 Songs (1922). 
106 Sinclair, Catalogue of Music of Ives; See Henderson, The Charles Ives Tunebook, 262. 
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 Relationship with Text some text painting (mm. 4-8; mm. 25-29) 
Harmony Key 
Signature/Modulations 
G major (1 sharp); modulates briefly to D 
major (mm. 20-24) 
Harmonic Function mostly diatonic on A section; chromatic 
on B section; tonal; major mode 
Dissonance vs. 
Consonance 
mostly stable; some dissonances on B 
section 
Relationship with Text supports mood/text meaning 
Rhythm Meter Type/Tempo simple meter: ¾; slow tempo: Adagio 
Form/Song Structure strophic; binary form: AB 
Rhythmic Patterns dotted (vocal line) and syncopation 
(accompaniment) highlight/support the 
text/meaning; ostinato at the beginning 
Accompaniment Predominant Figures arpeggiated figures; broken chords 
Texture at times dense and contrapuntal  
Relationship to the 
Vocal Line 
changes to highlight text meaning (ca. m. 
13); marks sections; shares some material 
with the vocal line (doubling) 
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3.2 SIX SONGS FOR THE INTERMEDIATE AND ADVANCED VOICE STUDENT 
The songs below fit the criteria to be labeled as “moderate” or “moderately 
difficult,” in terms of the vocal line overall level of difficulty, and according to the 
guideless offered by Snydacker (see Table 6).107 Thus I consider the pieces in this group 
to be appropriate for the intermediate and/or advanced undergraduate singer, given the 
music skills level expectations, and the songs’ technical demands (see Tables 4-7). 
As a group, the 6 pieces included share stylistic features: melody in the vocal line 
is built mostly step-wise with frequent (and often large-) leaps; the melody is often built 
chromatically, but generally diatonic; phrases vary in length, even within the song; the 
vocal line range108 often exceeds the octave span; the tessitura109 varies, from medium, 
medium-high to high; key signatures are at times absent, or there are many accidentals 
throughout the song; all songs may be described as tonal, though harmonic function is 
very chromatic, unstable and may “blurry” tonality; there is frequent use of dissonance; 
in addition to simple meters, we find compound meters; rhythm patterns vary, even 
throughout the song and may include syncopation, accents, staccato; though often 
supporting of the text and its meaning, the  piano accompaniment is often dense and at 
times contrapuntal to the extent of “clashing” with the vocal line.  
 
 
 
 
At the River 
                                                 
 
107 Snydacker, “The New American Song,” 4-6. 
108 Kimball defines range as “an overall measurement and refers to the highest and lowest notes of the song,” 
(Kimball, Song: A Guide to Art Song, 4). 
109 Kimball defines tessitura as a term “used to specify the pitch levels that predominate throughout the entire song,” 
(Kimball, Song: A Guide to Art Song, 4). 
 
 
 
 
 47 
(see 114 Songs: No. 45, p. 95) 
Shall we gather at the river, 
Where bright angel feet have trod, 
With its crystal tide forever 
flowing by the throne of God? 
 
(gather at the river!) 
 
Yes, we’ll gather at the river, 
The beautiful, the beautiful river, 
Yes, we’ll gather at the river 
that flows by the throne of God. 
 
Shall we gather? 
shall we gather at the river? 
 “At the River” is “an arrangement of the gospel song by American clergyman and 
gospel song writer Robert Lowry (1826-1899), first published, with the tune (“Beautiful 
River”) also by Lowry.” 110 Ives indicates 1916 as the year for the arrangement; his 
borrowing from “The Beautiful River” quotes the original melody pretty closely.111 His 
arrangement is “based on music composed in c. 1914-16 (itself drawing in part of 
material composed in 1905).”112 Sinclair shares that the composer “used material from 
movement #3 of Sonata No. 4 for Violin and Piano (mm. 33-57),”113 finished in 1916. 
The song was first published in 114 Songs in 1922,114 with copyright first assigned to 
Mercury Music in 1958. In 114 Songs Ives includes the song in the grouping of “4 Songs 
                                                 
 
110 In Sinclair, Catalogue of Music of Ives, the author cites, Happy Voices (New York: American Tract Society, 1865), 
220, as the source of the first publication of Lowry’s “Beautiful River.” 
111 See Henderson, The Charles Ives Tunebook, 20-21. Henderson cites the source for “The Beautiful River” (“Shall 
we father at the river”) as, The Baptist Praise Book, no. 1045 with authorship by Robert Lowry (1864). 
112 Sinclair, Catalogue of Music of Ives. 
113 Ibid. 
114 Ives, 114 Songs (1922). 
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Based on Hymntune Themes.” The song has an estimated duration of 1:30 minutes, with 
25 measures.  
Melody Melodic Contour/ 
Phrase Shape 
borrowed melody mostly unchanged; step-
wise, followed by a leap (3rd or 4th); 4-
mm. long phases; chromaticism used at 
the end of each section and in the coda 
Range medium (E♭1- E♭2) 
Tessitura medium 
Relationship with Text borrowed hymn melody serves the 
text/meaning; sections adapted by Ives 
clash with meaning, changing mood 
Harmony Key 
Signature/Modulations 
no key signature; given original melody 
(mostly unchanged), “tonal center” is E♭ 
major, Ives reinforces tonal center with 
bass line (e.g. B♭- E♭ on mm.8-9; A♭ (IV/ 
E♭) to E♭ on mm. 14-15, beginning of B 
section) 
Harmonic Function chromatic harmony against mostly tonal 
melody 
Dissonance vs. 
Consonance 
tense and unstable harmony with much 
dissonance 
Relationship with Text harmony contrasts with text/meaning on A 
section; seems to highlight meaning on B 
section 
Rhythm Meter Type/Tempo compound meter: 12/8; medium tempo: 
Allegretto 
Form/Song Structure strophic; verse and chorus; binary form: 
AB with a coda 
Rhythmic Patterns rhythmic patterns of the melody fit the 
text/meaning, except for some Ives’s 
adaptations in which he uses syncopation, 
staccatti, duplets and accented rhythms 
(m. 13; mm. 23-24) 
Accompaniment Predominant Figures block chords; broken chords 
Texture dense; at times contrapuntal (mm. 10-12, 
left hand) 
Relationship to the 
Vocal Line 
patterns change to highlight text (e.g. on B 
section), in other instances it seems to 
clash with the text/meaning (e.g. m 13); 
marks sections; shares some rhythmical 
motives with the voice line 
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Dreams 
(see 114 Songs: No. 85, p. 195) 
When twilight comes with shadows drear, 
I dream of thee, of thee dear one; 
and grows my soul so dark and sad, 
sad as shadows drear, 
They tell me not to grieve love, 
for thou wilt come, 
But Oh! I can not tell 
why I fear their words are false: 
I dream of thee, love! 
And though art near till I awake. 
 
When I look back on happier days, 
my eyes are filled with tears; 
I see thee then in visions plain, 
so true, so full of love. 
But now I fear to ask them  
if thou art ‘live; 
They tell me not to grieve love! 
For thou wilt come at last: 
I dream of thee, love! 
And thou art near, art near till I awake. 
 
 This song was composed in 1897, according to Ives.115 It was first published in 
114 Songs in 1922,116 with copyright assigned to Peer International in 1956. The author is 
unknown, but the original German poetry is by Baroness Porteous, in a translation to 
English by Arthur Bransby Burnand (1859-1907), also known as Anton Strelezki as his 
pseudonym.117 This is another of the songs that Ives includes in his grouping for “8 
Sentimental Ballads.”118 Just like in the case of some of the songs mentioned above, 
Sinclair notes that in the first edition of “Chronological List of Compositions” by Henry 
                                                 
 
115 Ives, 114 Songs. 
116 Ives, 114 Songs (1922). 
117 Sinclair, Catalogue of Music of Ives. 
118 See index in Ives, 114 Songs. 
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and Sidney Cowell (1955) the authors cite that, “the composer has listed the piece as ‘no 
good.’”119  
 “Dreams” has a duration of 3:30 minutes, with 34 measures (with a first ending, 
leading to a repetition for the second verse, followed by a second ending). 
Melody Melodic Contour/ 
Phrase Shape 
mostly step-wise construction, with 
arpeggiated leaps; 4 mm.-long phrases 
with extensions; chromaticism; 
appoggiatura-like (and appoggiatura) 
motives (e.g. downbeat mm. 8, 12, 24, and 
33; highlights meaning of text 
Range large (C1-F2) 
Tessitura medium-high 
Relationship with Text supports text 
Harmony Key 
Signature/Modulations 
A♭ major (4 flats); no modulations 
Harmonic Function mostly diatonic harmony with 
chromaticism; tonal; major mode 
Dissonance vs. 
Consonance 
mostly stable harmony; more instability 
and dissonance on B section 
Relationship with Text supports mood/text meaning 
Rhythm Meter Type/Tempo simple meter: C (4/4); medium tempo: 
Moderato 
Form/Song Structure strophic; binary form: AB with coda 
Rhythmic Patterns supports text and highlights meaning; 
mostly simple rhythms with occasional 
syncopation, and dotted rhythms 
Accompaniment Predominant Figures arpeggiated figures; broken chords 
Texture mostly simple; denser from m. 14 into and 
on B section 
Relationship to the 
Vocal Line 
pattern changes support the text and 
highlights the meaning; marks sections; 
some doubling with- and quotation of the 
vocal line 
 
 
 
In the Alley 
                                                 
 
119 Ibid.  
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(see 114 Songs: No. 53, p. 119) 
On my way to work one summer day, 
just off the main highway, 
Through a window in an alley 
smiled a lass, her name was Sally, 
O could it be she smiled on me! 
 
All that day, before my eyes, amids’t the busy whirl, 
came the image of that lovely Irish girl, 
And hopes would seem to rise, as the clouds rise in the skies, 
When I thought of her and those beaming eyes. 
 
So that evening, dressed up smart and neat, 
I wandered down her street, 
At the corner of the alley  
was another man with Sally, 
and my eyes grew dim,  
She smiles on him and only on him! 
 
 Ives dates this song 1896, and includes the following note below the title, “After a 
session at Poli’s[.] Not sung by Caruso, Jenny Lind, John McCormack, Harry Lauder, 
George Chapell or the Village Nightingale.”120 No author is identified for the lyrics in 
114 Songs, though later Ives himself is credited for the text.121 It was first published in 
114 Songs in 1922,122 with a copyright first assigned to Peer International in 1958. The 
composer includes this song in the group labeled, “5 Street Songs and Pieces,” and once 
described is as, “no good.” 123   
                                                 
 
120 Ives, 114 Songs, 119.  
121 Charles Ives, Thirteen Songs (Peer International, 1958), as cited in Sinclair, Catalogue of Music of Ives. 
122  Ives, 114 Songs (1922). 
123 See index in Ives, 114 Songs; As seen in Sinclair, Catalogue of Music of Ives., citing “Chronological List of 
Compositions” by Henry and Sidney Cowell (1955) as the source. 
 
 
 
 
 52 
 “In the Alley” has an estimated duration of 1:30 minutes, with 30 measures. 
Sinclair notes that there “may be a reference to Henry Carey’s popular 18th-century song, 
“Sally in our Alley,” which Ives may have used as a model.” 124   
Melody Melodic Contour/ 
Phrase Shape 
mostly arpeggiated leaps and step-wise 
construction; 4 mm.-long phrases; little 
chromaticism 
Range medium-large (C#1-E2) 
Tessitura medium 
Relationship with Text supports text 
Harmony Key 
Signature/Modulations 
D major (2 sharps); modulates to G major 
(B section, mm. 13-20) 
Harmonic Function chromatic harmony (accompaniment), 
against a mostly diatonic melody; tonal; 
major mode 
Dissonance vs. 
Consonance 
mostly stable, except for transition 
between A to B sections (mm. 11-12), and 
at the end of A1 (mm. 27-30) 
Relationship with Text supports mood/text meaning; anticipates 
story line (mm. 11-12 vs. mm. 27-28) 
Rhythm Meter Type/Tempo simple meter: C (4/4); medium tempo: 
Moderato 
Form/Song Structure ternary form: ABA1  
Rhythmic Patterns supports text; simple patterns with 
occasional dotted rhythms and 
syncopation (especially in the 
accompaniment) 
Accompaniment Predominant Figures broken chords; block chords at the end 
Texture mostly simple, at times contrapuntal (mm. 
8, 12, 20 and 24) 
Relationship to the 
Vocal Line 
supports the text and meaning; Ives seem 
to provide alternate hand marking (m. 5) 
and chord (m. 17) to perhaps highlight 
meaning; often doubles vocal line; right 
hand dissonance and staccatti on m. 8 
seem to paint, “main highway” perhaps 
imitating car honking 
 
                                                 
 
124 Sinclair, Catalogue of Music of Ives; See Henderson, The Charles Ives Tunebook, 261. Henderson lists Henry 
Carey’s “Sally in Our Alley” as a “possible model for In the Alley; 1896.” 
 
 
 
 
 53 
Memories 
a. Very Pleasant | b. Rather Sad 
(see 114 Songs: No. 102, p. 236) 
(a) 
We’re sitting in the opera house; 
We’re waiting for the curtain to arise with wonders for our eyes; 
We’re feeling pretty gay, and well we may, “O, Jimmy, look!” I say, 
“The band is tuning up and soon will start to play.” 
 
We whistle and we hum, beat time with the drum. 
(Whistle…) 
We whistle and we hum, beat time with the drum. 
(Whistle…) 
 
We’re sitting in the opera house, 
awaiting for the curtain to arise with wonders for our eyes, 
a feeling of expectancy, a certain kind of ecstasy… 
Sh’… s’… s’…. s.  
 
Curtain! 
 
(b) 
From the street a strain on my ear doth fall, 
A tune as threadbare as that “old red shawl,” 
It is tattered, it is torn, it shows signs of being worn, 
It’s the tune my Uncle hummed from early morn, 
 
‘Twas a common little thing and kind ‘a sweet, 
But ‘twas sad and seemed to slow up both his feet; 
I can see him shuffling down to the barn or to the town, 
a humming. 
 
 This song was composed in 1897, according to Ives.125 John Kirkpatrick identifies 
the author of the text to be Charles Ives himself,126 though it appears without credit in 
                                                 
 
125 Ives, 114 Songs. 
126 Sinclair, Catalogue of Music of Ives. 
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114 Songs. As it is the case of most of the songs in this project, this one was first 
published in 1922,127 with copyright assigned to Peer International in 1953.  
 “Memories: a. Very Pleasant; b. Rather Sad”  has 2 contrasting parts, meant to be 
performed together. The song has a total estimated duration of 2:30 minutes, with 75 
measures.  
Melody Melodic Contour/ 
Phrase Shape 
(a) mostly step-wise construction with 
large pick up leaps; 4 mm.-long phrases; 
mostly diatonic; supports the text; (b) 
mostly step-wise construction with smaller 
leaps; 4 mm.-long phrases; diatonic; 
supports the text  
Range (a) large (B1-E2); whistling (B1-D2, mm. 
25-28; 33-36); (b) medium (E♭1- E♭2) 
Tessitura (a) medium-low; (b) medium 
Relationship with Text (a)/(b) supports mood/meaning 
Harmony Key 
Signature/Modulations 
(a) C major, modulates to E minor on B 
section (mm. 20-36); (b) E♭ major, no 
modulations 
Harmonic Function (a) mostly diatonic with occasional 
chromaticism for transitions; tonal; 
contrasts between major mode (A section) 
and minor mode (B section); (b) mostly 
diatonic with very little chromaticism 
(mm. 13 and 17); tonal; major mode 
Dissonance vs. 
Consonance 
(a) mostly stable with moments of marked 
dissonance (transitions); (b) mostly stable 
with little dissonance (mm. 13 and 17) 
Relationship with Text (a)/(b)supports mood/text meaning 
Rhythm Meter Type/Tempo (a) compound meter: 6/8); very fast 
tempo: Presto; (b) simple meter: C (4/4); 
slow tempo: Adagio 
Form/Song Structure (a) ternary form: ABA1; (b) binary form: 
AB 
Rhythmic Patterns (a) rhythm supports text and highlights 
meaning; rhythm patterns contrast and 
complement each other between vocal line 
                                                 
 
127 Ives, 114 Songs (1922). 
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and accompaniment; (b) rhythm supports 
text and highlights meaning (e.g. dotted 
rhythms on vocal line;  and steady eighth-
note pattern with syncopation in 
accompaniment [rhythm ostinato]) 
Accompaniment Predominant Figures (a) mostly broken chords; block chords for 
transitions; (b) mostly arpeggiated chords, 
except for m. 17 (block chords) 
Texture (a) mostly simple; denser during 
transitions; (b) simple, except for m. 17 
Relationship to the 
Vocal Line 
(a) patterns are regular, support the text 
and mark sections; (b) ostinato supports 
the vocal line 
 
 
Spring Song 
(see 114 Songs: No. 65, p. 145) 
Across the hill of late, came spring 
and stopped and looked into this wood and called. 
Now all the dry brown things are ans’wring, 
With here a leaf and there a fair blown flow’r, 
I only heard her not, and wait. 
 Ives dates this song 1904, however it is believed to have been “adapted in 1907 
from now lost music composed in 1903.”128 No author is given credit for the lyrics in 114 
Songs, but Ives’s annotations identify the author as his wife Harmony Twitchell.129 First 
published in 114 Songs in 1922,130 copyright was first assigned to Peer International in 
1954. Ives again, is mentioned to have “listed the piece as ‘no good’,” furthermore the 
composer writes that he composed this song “during a kind of a slump back-ward.” 131  
                                                 
 
128 Sinclair, Catalogue of Music of Ives. 
129 Ibid.  
130 Ives, 114 Songs (1922). 
131 Sinclair, Catalogue of Music of Ives. 
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 “Spring Song” has an estimated duration of 1:30 minutes, with 21 measures. The 
music was “adapted from lost material”132 ( “Ariel’s Departure,” using text from William 
Shakespeare’s The Tempest). 
Melody Melodic Contour/ 
Phrase Shape 
alternates between step-wise construction 
and leaps; 4 mm.-long phrases, at times 
extended or truncated (mm. 9-12); 
chromaticism on most of the vocal line; 
ascending 3rd leaps (and 4th) motives; 
supports the text  
Range large (C1-G2) 
Tessitura medium (medium-high) 
Relationship with Text supports the mood/meaning 
Harmony Key 
Signature/Modulations 
F major (1 flat); many accidentals, 
especially in the accompaniment; suggests 
very brief modulation to B♭ major (mm. 
13-16) 
Harmonic Function heavily chromatic; tonal (functional 
harmony); moments of contrast between 
major mode and a minor mode “feeling” 
by briefly “borrowing” chords from 
related keys (e.g. m. 13: Cm [ii/B♭]) 
Dissonance vs. 
Consonance 
very tense, unstable/dissonant harmony; 
becomes more stable towards the end 
Relationship with Text supports mood/text meaning 
Rhythm Meter Type/Tempo simple meter: 3/4; medium tempo: 
Allegretto 
Form/Song Structure binary form: AB 
Rhythmic Patterns rhythm supports the text and the meaning; 
eighth notes, dotted rhythms and 
syncopation in the accompaniment; dotted 
rhythms in the vocal line followed by 
longer figures at the end of sections 
Accompaniment Predominant Figures mostly block chords  
Texture dense and contrapuntal texture mostly on 
A section 
Relationship to the 
Vocal Line 
patterns change to highlight the 
text/meaning; marks sections; briefly 
quotes the vocal line in the introduction; 
                                                 
 
132 Ibid.  
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occasionally doubles the vocal line; use of 
staccatti to highlight text (e.g. mm. 6, 9-
10 and 12) 
 
Two Little Flowers 
(see 114 Songs: No. 104, p. 242) 
On sunny days in our backyard, 
Two little flowers are seen, 
One dressed, at times, in brightest pink 
and one in green. 
 
The marigold is radiant,  
the rose’ passing fair; 
The violet is ever dear,  
the orchid, ever rare; 
 
There’s loveliness in wild flow’rs  
of field or wide savannah, 
But fairest, rarest of them all 
are Edith and Susanna. 
 
 This song was composed in 1921, according to Ives. It was first published in 114 
Songs in 1922,133 with copyright first assigned to Merion Music in 1962. Ives does not 
identify the author for the lyrics in 114 Songs.134 Below the title, “Two Little Flowers” 
the composer wrote, “and dedicated to them.” In regards to this dedication, and the 
authorship of the lyrics Kirkpatrick writes, 
Since fall 1917 they [the Ives family] had rented Henry Dwight Sedgwick’s 
house at 120 East 22nd Street, around the corner from Gramercy Park. The 
Minturns were their neighbors, and Edith and her playmate Susanna Minturn 
were the Two Little Flowers of 1921. Ives always said it was Harmony’s 
poem—she, that they’d written it together—whichever, it was their last 
collaboration.135 
 
                                                 
 
133 Ives, 114 Songs (1922). 
134 Ives, 114 Songs. 
135 Ives and Kirkpatrick, Memos, 279. 
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Edith Osborne (1914-1956) was the Ives’s adopted daughter.  
 “Two Little Flowers” has an estimated duration of 1 minute, with 29 measures. 
According to Sinclair and Henderson, Ives incorporates borrowed material from “St. 
Peter’” by Alexander Robert Reinagle. 136 
Melody Melodic Contour/ 
Phrase Shape 
mostly step-wise construction with 
frequent leaps; 4 mm.-long phrases; 
diatonic (A section), followed by 
chromaticism (B and C sections); 
descending 4-note motive (mm. 3, 23 and 
25); supports the text 
Range medium/medium-large (D1[B♭1]-E2) 
Tessitura medium 
Relationship with Text highlights mood/meaning 
Harmony Key 
Signature/Modulations 
D major (2 sharps); accidentals beginning 
B section and increase; it seems to briefly 
modulate to E major (down beat of m. 23), 
then back to D major  
Harmonic Function diatonic harmony (A section); then 
chromatic harmony; tonal with moments 
of “lost tonal center” (due to whole tone 
scale in mm. 15-18); contrast between 
major mode (A section) and other “tonal 
colors” in the rest of the song  
Dissonance vs. 
Consonance 
very stable in A section; tension begins to 
build in B section, followed by a very 
unstable section with much dissonance 
(whole-tone scale, mm., 15-18), a brief 
modulation, then finally back to D major 
Relationship with Text mostly supports mood/text meaning; 
seems to contradict text/meaning on m. 24 
Rhythm Meter Type/Tempo simple meter: 4/4; medium tempo: 
Allegretto 
Form/Song Structure ABC song form 
Rhythmic Patterns rhythmic patterns support the text and 
highlight the meaning/mood: the 
accompaniment D pedal and syncopated 
ostinato provide a contrasting base for the 
                                                 
 
136 Sinclair, Catalogue of Music of Ives; Henderson, The Charles Ives Tunebook. Henderson cites the source for “St. 
Peter” as “published ca. 1836, from The Church Book, no. 237.” 
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simpler vocal line in A section; in B 
section the pedal and syncopated ostinato 
continue in the accompaniment, against a 
vocal line now with added syncopation, 
accents, and staccati; in C section the 
pedal pitch changes to B until downbeat of 
m. 23 where the syncopated ostinato 
“resolves” highlighting the words, “But 
fairest, rarest of them all are Edith and 
Susanna” (mm. 23-26); the postlude 
brings back a version of the syncopated 
ostinato and the D pedal 
Accompaniment Predominant Figures mostly arpeggiated figures and some 
broken chords 
Texture mostly simple (A section and beginning of 
B section); becomes denser during the 
whole tone section mm. 15-18; then 
simpler from C section to the end 
Relationship to the 
Vocal Line 
patterns change to highlight the text; 
marks sections; briefly doubles the voice 
only on mm. 23-26; syncopated ostinato 
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CHAPTER 4: CONCLUSION 
 
 This project has enhanced my work greatly. I have gained more confidence to 
reconsider and challenge my own ideas about what I have to offer to my students in a 
daily basis: the what, the how, and the why. By becoming an “advocate” of literature that 
has not—yet—found its place in the art song canon, I noticed fundamental issues that 
perhaps did not allow for more experimentation in the voice studio: my own bias against 
teaching that with which I may feel uncomfortable or unfamiliar, e.g.  
 The need to identify specific resources and strategies to successfully study, learn 
and teach songs by Charles Ives to undergraduate students has yielded very tangible 
benefits to my pedagogical approach in general. Some of those helpful strategies include 
“meeting the student where they are” by considering the mechanics of their native 
language diction (English, in the case of our American students) before tackling foreign 
language texts; and taking advantage of any familiar elements (borrowing, song-, story 
line, etc.) in the songs by Ives. Creating practical learning resources that may be adapted 
to fit the skill level of the student are paramount: song study outlines, style sheets for 
songs and/or composers, and step-by-step methods on how to learn a song. 
 I am proud to provide descriptive analyses of eleven songs by Charles Ives that 
may be considered for inclusion in the undergraduate voice studio. I look forward to 
continuing exploring the work of composers like Ives, and for my students to perform, 
and to pass on this knowledge to future generations of singers.  
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APPENDIX A: SUMMARY OF SELECTED SONGS BY  
LEVEL OF DIFFICULTY137 
 
SONG TITLE 
 
DIFFICULTY LEVEL138 PAGE  
NUMBER 
1. Slow March E B Fr-So 39 
2. A Song-for Anything E B Fr-So 36 
3. Waltz E B Fr-So 42 
4. The World’s Wanderers E-M B-I Fr-Jr 41 
5. When Stars are in the Quiet Skies E-M B-I Fr-Jr 44 
6. In the Alley M I Jr 51 
7. Memories:  
a. Very Pleasant 
b. Rather Sad 
M I Jr 53 
8. Two Little Flowers M I Jr 57 
9. Dreams MD A Sr+ 49 
10. Spring Song MD A Sr+ 55 
11. At the River MD A Sr+ 46 
 
VOCAL LINE DIFFICULTY 
LEVEL139 
STUDENT LEVEL OF 
PROFICIENCY 
STUDENT YEAR IN 
SCHOOL 
E = Easy B = Beginning Fr = Freshmen 
So = Sophomore 
M = Moderate I = Intermediate Jr = Junior 
MD = Moderately Difficult A = Advanced Sr+ = Senior and beyond 
                                                 
 
137 See “Parameters for Song Classification,” page 25 above. 
138 Ibid, “Vocal Line Difficulty, Student’s Proficiency Level and Year of Study” (Table 7), page 30. 
139 Ibid, “Guidelines to Determine Difficulty of Vocal Part” (Table 6), page 28. 
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APPENDIX B: ADDITIONAL RECOMMENDATIONS OF SONGS FOR THE 
INTERMEDIATE AND ADVANCED UNDERGRADUATE 
 (listed in alphabetical order) 
 
SONG TITLE 
(as published in 114 Songs) 
114 Songs No. PAGE NUMBER 
in 114 Songs 
1. A Night Song 88 204 
2. An Old Flame 87 202 
3. Berceuse 93 214 
4. Down East 55 126 
5. Evidence 58 133 
6. from “Amphion” 106 247 
7. from “Night of Frost in May” 84 193 
8. Harpalus 73 161 
9. I travelled among unknown men 75 166 
10. Ich Grolle Nicht 83 190 
11. Ilmenau (Over All the Treetops) 68 153 
12. In Summerfields 82 186 
13. Kären  91 210 
14. Marie 92 212 
15. Nature’s Way 61 138 
16. Old Home Day 52 115 
17. On the Counter 28 68 
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18. Songs my Mother taught me 108 250 
19. Tarrant Moss 72 160 
20. The Circus Band 56 128 
21. The Light that is Felt 66 147 
22. The Old Mother 81 183 
23. The Side-Show 32 76 
24. The Things Our Fathers Loved 43 91 
25. There is a Lane 71 159 
26. Those Evening Bells 63 142 
27. To Edith 112 256 
28. Weil’ auf mir 80 180 
 
 
 
